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Landscapes In OIL W hether you |umi uulduurs in 
indoors—or both—pointing landscape* in oil is a g real 
delight. Oil paint is amazing')' versatile If you enjoy 
working on location, you can pack all your tubes and 
brushes, your palette, plus a few canvas boards into a 
compact paintNn that's no bigger than a small valise. 
Tins bo* becomes a kind of travchnit studio Flip open 
the lid—which stands up to function as your easel— 
and you're ready to paint anywhere. If you're a quick 
and impulsive painter, sou can work with decisive 
strokes and finish a landscape in a few hours, right on 
ihespq If yiai prefer in work more slowly and detib 
crate!), you can wart a painting cm the spur and fiatdi 
the picture ai home, because oil pu.ni lakes several 
days to dry, the colon on the canvas remain soft and 
pliable, giving you plenty of tune to complete the 
landscape at your leisure Or if you'd rather start ami 
finish a painting to the comfort of home, you can al¬ 
ways make some quick ml sketches on location and 
then take these indoors to use as reference material for 
a larger, more ambitious palming. Oil palm will al¬ 
ways adapt itself to your personality and your working 
habits 

Indoor* or Outdoor*. Although some people are 
outdoor painters and others are indoor painters, it's 
impnriini to remem her that the hrst landscape paint¬ 
ings always inarr outdoors, even if they're finished in 
the studio. The only w as to leant how to pamt a tree or 
a rock is to set up your paimhos right there in the 
meadow. There's no substitute for firsthand know I 
edge of your subject Working on location will 
strengthen your powers of observation and tram your 
visual memory. So It's important to spend as much 
time as you con painting on location. even if those 
paintings are nothing more than small, quark studies 
for larger paintings which you hope to develop in¬ 
doors. Those outdoor paintings—no matter how rough 
and crude they may turn out to be—w ill have a fresh¬ 
ness and authenticity that you can get only by looking 
straight at Ihe subject. Then, if you want to use these 
outdoor paintings as the basis for more work indoors, 
your indoor paintings will have a feeling of reality that 
you can never get by painting from memory —or from 
a photograph 

Basic Technique*. Oti LanJuapes Step by Step 
begins with a rapid review of bane techniques First, 
you’ll see how to use hr Kile brushes for a roughly lec¬ 
tured subject such as the rugged forms of a cliff and 
rsxks Then you'd see him to combine stiff bristle 
brushes with more pliable softhau brushes h- paint j 
subject—such as trees and grass—that combine* 
rough brush work with softer strokes. The Italian word 
tnqwstc means thick paint and you'll sec how the itn- 


pasto technique is used to paint a mountainous land¬ 
scape. When you paint in oils, it's usually a good idea 
to start out web thin color anJ gradually work sour 
way toward thicker color, you'll see how this is dune 
m a snowy landscape. 

Color Sketch**. Several pages of color sketches 
will psr you tome guideline* for painting the various 
colors of tree*, skies, land, and water. You'll compare 
the very different greens of deciduous tree* and ever¬ 
greens. the hot colors of autumn and the more delicate 
colors of trees on an overcast day You'll see how the 
cot or of the thy changes from a sunny day to a gray 
day. You may be surprised to discover how many dtf 
feteni greens you cam find hi a landscape of meadows 
and hills or how many different tones you can see in a 
sandy shore. And you'll see how the colors of water 
change as they refect the surrounding landscape and 
the iky 

Painting Domonatmbona After looking ut some 
dotc-up* of scetioot of various landscape*—which 
will show you Tanoui ways of handling color—you'll 
watch noted painter George Cherepov demonstrate, 
ttep by ttep. how to paint seven of the moo popular 
landscape subject!. Fie begins with trees and other 
growing things deciduous trees, a forest of evergreens, 
and a meadow with trees and wiMfiowcrs. Then he 
goes on to the big shapes of the landscape: mountains 
He shows you how to paint two dilTerenl kinds of 
skies: a sunny sky filled with puffy clouds, and the dra¬ 
matic shapes ar.d colors of a sunset Hr conclude* 
with a pond filled with the refection* of trees. Each 
step o! these demonstrations u shown in color. 
Special Problem*. Following these painting dem¬ 
onstrations. you'll find guidance on selecting land 
scape subjects and you'll find some rules of thumb for 
composing effective landscapes You'll team how the 
direction of the light can radically change (he took of 
trees or mountains—or any other subject. You'll see 
how linear and serial perspective can enhance the 
sense of space in your landscape paintings. Demon¬ 
stration painting* of a gnarled tree and a hilly land¬ 
scape will show how ynar brushstrokes con create a 
feeling of lesture or three-dimensional form. You’ll 
obverse how espresuve brush work can emphasize the 
unique character of the subject, whether it's a cloud 
formatter, or a forest. And the book concludes with 
suggestions about painting the diverse forms of trees, 
certainly one of the mou common landscape elements 
throughout the world 
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Color Selection. When you wall into an art supply 
stone, yoo'll probably he dazzled by ihe number of 
different colon you can buy. There are far more tube 
colors than any artist can use. In reality, all the paint- 
inf s ir this hnok were done with just a dozen colon, 
about the average number used by most professionals. 
The cokes listed below are leally enough fin * lifetime 
of painting You'll notice that most colon ate in pairs: 
two blocs, two reds, two yellows, two browns One 
member of each pair is bright, the other is subdued, 
giving you the greatest possible range of color mn 
lures. 

Blues. Ultramarine blue is a dark, subdued hue w ith a 
faint hint of violet. Pbthakxy antnc blue is much more 
brilliant and has surprising tinting strength—which 
means that just a little goes a long way when you mu 
it with another color. So add phthalocy mine blue very 
gradually. These two bines will do almost every job. 
But George Cherepov likes lo keep a tube of cobalt 
blue lundy fut painting skies and flesh tunes, this is a 
beautiful, very delicate blue, which you can consider 
an “optional" color. 

Rods. Cadmium red light is a fiery red with a hint of 
oiangr All cadmium cukes have trrnrnduus letting 
strength, so remember to add them lo nurtures just a 
bit at a lime Alizarin crimson is a darker red ard has a 
slightly violet cast. 

Yet lows. Cadmium yellow light is a dazzling, sunny 
yellow with tremendous tmting strength, like all the 
cadmiums. Yellow ochre is a soft, taistish lone. If 
your ait supply store carncs two shades of yellow 
ochre, buy the lighter one. 

Browns. Burnt umber is a dark, somber brown. 
Humi sienna is a coppery brown with a suggestion of 
orange. 

Green, Although nature is full of greens—and so is 
your art supply store—you can mis an extraordinary 
variety of greens with the colon on your palette. But it 
u convenient to have just one green available in a 
tube. The most useful green is a bright, clear hue 
called viriduut. 

Black and White. The standard black, used by al¬ 
most every ml painter, is ivory Mack. Huy either zinc 
while ct titanium while, there's very little difference 
between them except for their chemical content Be 
sure to buy the biggest tube of white sold in the store; 
you'll vie lots of it. 


Lmsaad OM. Although (he color in the tubes already 
contains linseed oil. the manufacturer adds only 
enough oil to produce a thick paste that you squeeze 
out in little mounds around the edge of your palette 
When yon start to paint, you'll probably prefer more 
fluid color. So buy a bottle of linseed oil and pour 
some into that little metal cup (or“dipper") clipped to 
the edge of your palette You can then dip your brash 
into the oil. pick up tome pamt on the tip of the brash, 
and blend oil and paint together on your palette to pro¬ 
duce the consistency you want. 

Turpentine. Buy a big bottle of turpentine for two 
purposes. You'll want to fill that second metal cup. 
clipped to the edge of your palette. so that you can add 
a tew drips of turpentine to the mixture of paint and 
linseed oil This will make Ihe point even more fluid. 
The more turpentine you add. the more liquid the paint 
will become Some oil painters like lo premix linseed 
oil and turpentine. 50-50. in a bottle to make si ihinner 
lminiin/c medium, as it's called. They keep the me¬ 
dium in one pak'ltr cup and purr turpentine in the 
other For cleaning your brashes as you paint, pour 
some more turpentine into a jar about the size of your 
hand and keep this jar near the palette. Then, when 
you want lo rinse out the color on your brash and pick 
up a fresh color, you simply sw irl the brush around in 
the turpentine and wipe the bristles on a newspaper. 
Painting Mediums. The simplest painting medium 
is ihe traditional 30-JO blend of linseed oil and turpen¬ 
tine. Matty painters are satisfied to thin their paint with 
that mciH am for the rest of their lives. On the other 
hand, an supply vrorrs do sell other mediums that you 
might like to try. Three of the most popular aie datiiat. 
copal, and mastic painting mediums. These are usu¬ 
ally a blend of a natural resin—called damor, copal, or 
mastic, as you might expect—plus some linseed oil 
and some turpentine. The resin is really a kind of var¬ 
nish that adds luminosity to the paint and makes it dry 
more quickly Once you’ve tried the traditional linseed 
oil-turpentine combination, sou might like to experi¬ 
ment with one of the resinous mediums 
Other Solvents. If you can't get turpentine, you'll 
find that mineral spirits (theBritish call it while spirit) 
is a good alternative. You can use it lo thin your colon 
and also to rinse your brushes as you work. Some 
painters use kerosene (called paraffin in Britain) far 
cleaning their brashes, bo) it s flammable and has a 
fonl odor Avoid d. 
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Bnatla Bruahst. Dm brashes mcsM cvmmowly used lot 
oil poiaiirsg arc nude of Miff. *hilr l»>g bristles The When 
imp) it long amt springy. conn m a slightly rounded up. 
and make* a tuft Moke The flat (cealer) it alto long and 
springy hui ii hat a stpiarith lip and makes a mnrr precise 
rectangular tirokc The bright < bottom I alto hat a vpaamh 
Up and main a rcvungulaf stroke. but il't thon and Miff, 
iliffing ilerprr inin the punt and leasing a strongly let turn! 
stroke. 



Softhair BiuiIim. Although brittle Ntlm J > mod of 
lhe »ort in oil painting, il't helpful to have t*mc uilthair 
bashes for tmnsthcr. more precise brudiwurk The top two 
boshes here are tablet a twall. flat hmth that makes 
v month, rectangular strokes; and a round pointed hrutb I tut 
makes fluent lines f.w sketching in the pit lure and adding 
linear deuilt tatch aa lea vet. branchet, or eyebrows Al die 
hnctran it an rnluir hrash, and just ihuve il it a soft ahilr 
nylon bath, both make broad, ■nootfi. ttfu.irnh strokes 



Knives. A palette knife (top) it useful fur noting coke on 
the palette, for temping color off the palette at the end ol a 
painting teuton, am) for scraping cidor off the canvas » hen 
you're Jittatidicd with ■«hat you'vedoac and want to cultr 
a frevh start A painting knife (bottom) hat a very thin, flea 
Me Made that's tpecully designed fre spreading coke on 
the cart at 



Brush Washsr. To dean your hash as you point. rinse il 
in turpentine or mineral spmlt (called white 'fare in Bra 
am) To creaae a convenient brush washer, vise aa empty 
food bn after you've removed the top; turn the tin over to 
that the bottom facet up; then punch holes n the bottom 
wih a pointed metal tool. Drop the tin into a wide mouthed 
jar—with the perforated bottom of the bn facing ap Till die 
>ar wtth solvent When yon nnse your brash, the discarded 
paint sinks through the holes to the bottom of the jar; die 
sol sent above the lin remains fairly dean 
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C«M<. Fur working indoor*. a »i»«kn *iuda> ratal b ctei- 
vcturnt. Yoar win tat hoard, ttrrtched cant*, or fetvi 
panel it held apriplx by wooden fnppcn" dui dale up 
and down lo St the *uc of the piUNiaf The* alto adpoi i» 
match yew own height. A Mwdfc* ratal thonld hr I he heat 
ie*t and tianbeti you can afford, to that a won’i wr*Mr 
when you a Hack the pwaaung with tifonmt ttroket Fir 
worktop oudoeex, yog naftta liphtweiptu. colb^ible. 
inpod eatcl. 10 keep li Head* in (hr wind, wtmr pmfettiew- 
alt thurpen the three left and dn*e them into the ptuamJ 


Palana The wooden palette that comet i at tile your 
paantbii it the tradnkmal tnixmp turfacr that arlnt* have 
u*cd for ccmunct A contenteni ahematite b the p^ter 
leaf-off palette theeti of o« (proof paper that are hound to¬ 
re* her like a tfcctchpad. Yog am yiajr colon on the top 
thcet. which you then tear off and ihtcard at the end of the 
paintma day. leatme a frevh theet for the nett ptirmnc tea- 
uon Thit uket a lot leu time than clean in r a wooden pal¬ 
ette Many artutt alto find a caber to mix color* on the 
whae tuff ace of the paper palette than on the brown tarfaee 
of the wonka paknc 


Paintbox. A paind*o* inuly cootaatt a wooden pnlctie 
thui you can lift out and hold » yog paint Heneath the 
palette. the lower half of the box contain* cumputraemt fir 
tuhev bnithrv kritev hoalct of oi and lurpcniirtc. and 
other accexwwtrt The lad of the paintbox often ha* pn»*se» 
no which yon can thde two or three canxaa hoard* The 
open lid will ttand upright—with die help <•( a wapportang 
metal imp winch yog t«e at the right—and can terxe at an 
cotel when yew paint outdnntx 


Palatta Cupa. Thexe two metal cxipt (or dipper*) hate 
ynpptny dcttcet aliwtp the txmien to tha you o clump (hr 
cup* over the edge* of yenir paiette One cap it foe lurpen 
tme or tmneral *ptnt* id dun yaorpnailat yog work. (Don‘l 
ute thix cup for nnvmg your broth; that * what the hruxh 
wither it far.) The other cxip it for your painting medium 
Thb can he pure limccd oil; a SO-SObleadof lirtteedoil and 
turpentine that you mu yotarxelf. or a painting medigm that 
you buy ta the art uapply thee iwially a blend of linteed 
oil. turpentine, and arexm tuch at damar. copal, or mauk 
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Cliff and Rocks. The >mi, «iuu itoghar* ol a knilt 
bnnh jic lot k< brual. lough tiiulo. »hkhnull) 4am 
lhe mark* of die hn*ilc* If y»xi u»c the porm Mraighi fan 
the ink—aiding little or no paint ay medium—ike color 
hn j thick. |<a«l> vonvOetK.) A Miff brittle kadi. hvaJed 
»iih »tiff color. I< gumctilarl) effector for paroling rough!) 


lectured uihjctu oarh *• a nek formate* II you add a Ititlr 
painting medium to nuke die lube tidot mure fluid, the 
paant become* crcanurr and you can make teller Mroko 
like tho*e a the ti> at the upper nglH. Oil partcr* geoer 
all) ihamuM uf their »nl with brittle Nudic* ce«ciin| the 
casta* «ith kg. bread uroke* 
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Tr*M, N*ar and Far. Like the rocks on the preceding 
pipe, these trees ire begun with broad strokes of a bridle 
brush However, the pi nt is diluted with medium to a mure 
fluid consistency. so that the brush nukes a softer smoother 
stroke, which you can see moM clearly In the shadow sides'/ 
the foreground tree The hoghaus still leave a disiuict mirk 
in the paint, but the stroke isn't nearly as rough On top cf 
the Ng strokes of the bristle brush. the up of a round, soft- 


hair brush does the mere detailed work. The softhair brush 
odds the paler touches of the leaves in sunlight, the linear 
strokes of the branches, the vertical shadow strokes on the 
sunlit tredrunk. and the scnbbly strokes of the grass be 
neath the trees The slender, drlicaic hairs of the softhair 
brush won't carry as much thick paint is the bostle brush 
Softhair brushes wort best with fluid plan, so add plenty of 
medium. 


CUFF PAINTED WITH BRISTLES 
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Slap 1. The *h ipc* of (he cliffs and 
rocks arc drawn with straight 
strokes of a small filbert carrying 
paua that's diluted wnb turpentine 
lo a vet) IkU coMUnn In 
diluted tube color t» loo duck for 
drawing line*, mi jnuse got lo add 
lutpeniine or medium 



Slap 2. A larger brittle brush picks 
up vome slight!) (tucker color di¬ 
lutes! with jum enough medium lo 
make the pauil flow smcxithli Then 
(tie dark shade* sides ol the cliff 
ami mck* *rr painted with bmad 
Miwhes. Notice how (he tctlarc of 
the canvas board breaks up the 
ctrokrv which begin to suggest lbe 
roughness of the rocks. 
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Step 3 Now (hr sunlit Iktt of ihr 
nl the cliff « (Minted 

wkh undiluted tube color Thu tuff 
pi mi it applied anti Ihr slwrt. tltff 
bnulcs of a hnpbl. which nukes a 
stroke that (us a particularly rouph 
lesturr The pasm it tn Kiel that it 
docia l cover the canvas ■■ wiuceh. 
eveu (Win You can tec Nut the 
strokes ar rapped and irrrpular Ol 
the face at the hip rock at the cca- 
Kr. the sent Of the canvas breaks 
up Ihr stroke tn arrratuulr ihr 
rocky tenure. 


Slap 4. Fur the softer, more A usd 
strokes of the sky. a lance filbert 
picks up much creamier puw. di¬ 
luted with medium in a mure tiuad 
consistency than the rocks. You can 
still see the brushstroke*. but 
they're softer and leu distinct. For 
details such as the dark cracks, (he 
po* nl of a round, softhair brush 
adds a fern dark strokes at very lad 
color containing plenty of medium 
Finally, s bright adds some duck 
strokes of undiluted color to 
strengthen the sunk I lops of the 
rocks 


TREES PAINTED WITH BRISTLES AND SOFTHAIRS 
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Slip 1. Fur drawing lire 
curves of the foliage and the 
calc shapes of the trunks 
branches of these tree*, a rn 
softhatr brush will do a more 
cite job than a hnsjle brash, 
color is thinned with nrprntiE 
the cornu stencs of » ate re c lor 
the up of the brash rtw 
oser the surface of the cans*, 
inf crisp, graceful lutes. 



Stap 2. To Mods in the dais of the 
loUtfc. a large filbert picks up a 
Sold rutturr of tube color and 
painting medium The bristle brash 
scrubs in the tones w ith broad 
stmkes that retain the marks of the 
stiff hnghavs and suggest die tea 
ture of the foliage Notice the 
small, traifh strokes which really 
begin In lool bkc leases a the top 
of the tree. 
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Stap 3. The Albert completes iV 
large shape v irf the Mup a ah 
broad »an*lcs of fluid color conuin- 
■ag a lot of pamtiag medium Then 
the lip of a round, softhair brash 
klis precise, linear siroket for the 
Mini* and shadow sides of Ihr trunk 
and tranches The chain* strokes 
arc precisely drawn with fluid color 
contammg enough medium to make 
thr paint flow smoothly 



Stap 4. A lUl. toflhaa brush picks 
up fluad color to complete the dis¬ 
tant nee «*h soft, smooth strokes 
itul Mend the lights and darks aad 
soften the edges of the leafy 
■names Then the lip of a round, 
tofthmr brush picks up a slightly 
ih*:>.er mixture of lube color aad 
painting medium to dash in the Sim¬ 
la leaves with small, quick strokes 
The same Mush paint the tualu 
sales of the tntaks and branches 
wNh long, slender strokes of Hut 
nearly’ mixture Then, picking up 
more fluid color, a round brash 
senbMet the shadowy grass at the 
base i of the trees. 


MOUNTAINS IN IMPASTO TECHNIQUE 
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fur which pwinicrt uce the Italian word impuua —but ike 
tkapet are lire! draw* with precise ttroket of fluid color. 
The Up of • round cufthiif tenth tic* act I he nunum and 
Ihc ucct » ah lube ctdur thinned • ah turpentine l» ike ran* 
mine) of watercofor 



Stop 3 Nim the dui diape* of the ih'tjnt ini|inuin< ii die 
hnna ere pooled »oh 4 ocani) rrmturc of luftc inln ml 
paiMinf medium The dmdow) patch of 'non n p.unttd 
* ith *lfhil» Uocker odor tithe color tnd a little le*« paint 
uig media:it Al ifci* dage. ak ike work i> diair «nh bridle 
Nrwthrt 



Slop 3. The thadow) packet of tnow in the foreground ire 
pawled with a bridle bruth that came* color diluted lo the 
continent) of ihkh cream. The real/t Ikkk color it mol 
for lhe tunlii par*ho of ciutw. winch are pure luhe color 
undiluted with painting nedium and applied a wild. heav> 
woke*. A round tofthair bench mhS trnall. dark towthm 
tuck at ike trees, 



Slap 4 To add wme tamkew of *h aV«» to the vanlil turn. 
i lei die truth ihgt back roio Ike Duck, wel evdor applied in 
Step .* I hen the foreground it completed »Uh droic* nude 
l»> a naird wdtkau fwuth The »tr»trg> of ihtc painting l» 
worth remembering The mod dinar* thapo arc panned 
with takMh. fair It than color The thick cvlia i* toted for 
the cunlll foreground 




SNOW PAINTED THIN TO THICK 
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St.pl. Most oil pmnim make it a standard practice Ui 
begin MHh dim color—diluted with tot* of turpentine i* 
painting medium—and gradually introduce thicker color a* 
the painting propetac*. I hit inowy I mJscye begiat w«h a 
brush drawing in very thin color dduied wi* turpentine 
The preliminary shape* arc drawn »«h the up of a round 
softiuir brush 


Stap 2. Sfal working with fluul paint tube color diluted 
with paimmg medium and a luile lurpennne— j bustle 
brush addi die shadow tones an the mm cmnol tree*, 
plat the dart, shape V the trees m the distance A pale lone 
it alto brushed aenwt the shy. while a stnp of shadow is 
brushed across the foreground 


Stnp 3. Wiuting with slightly thicker scalar diluted with 
medium to the consistency of thick cream, a bnsilc brush 
punts (he sunlit patches on the snow-coswd trees aad the 
foreground Then a round, wflhaii brush begum to add die 
darks with strokes of fluid color* little thicker than the coke 
used In Step 2. but not as thick as the sunlit snow 


Stop 4 . FoBowing the same strategy dull was used for 
painting the mountains, the ilmkrsi strokes arc saved for 
the very end Now die parM is really piled on with a bn site 
brush to solidify dv shapes of the snow on the trees aad on 
the ground. And a round, uofthair brush adds creamy 
strokes to suggest snow on the branches of the dait tree 




GETTING ORGANIZED 
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Buying Brushes. There jrr ihrrr rule* for buying 
brushes. Fust. bu) the best you tun afind—even if 
«s can afford .1 few Second, buy big brushes, 
not liillc one*; big brushes encourage you lo work in 
hold stroke* Third, buy brasses in pairs, roughly ihe 
same sire. For example. if you're painting a shy. you 
can probably use one hie brush for toe patches of blue 
and the (tray shadows on the clouds, but you'll want 
another brush, unsullied by blue or gray. 10 paint the 
shite areas of the clouds 

Recommended Brushes. Begin with a couple oi 
really big bnstle brushes, around I* (25 mml wide for 
palming your largesi color areas. You might warn to 
try two different shapes me can be a flat, while the 
other might he a hlhrrt And one might he just a bit 
smaller than the other The numbering systems of man¬ 
ufacturers vary, but you'll probably come reasonably 
close if you buy a number 12 and a number II. Then 
you'll need two or three bnstle brushes about half this 
sue, numbers 7 and X in the catalogs of most brush 
manufacturers. Again, try a flat, a tilhert. and perhaps 
a bright For painting smoother passages, details, and 
lines, three softhair brushes are useful one that's 
about 1/2* 113 mmi wide: one that's about half this 
wide; and a pointed, round brush that's about IT or 
VIA* t.M ram) ihwk at the widest point. 

Knives. For mi sing colon on the palette and ftr 
scraping a wet canvas when you want to make a cxw- 
rcctinn. a palette knife is essential Many oil painters 
prefer lo mis odors with Ihe knife, ff you'd like tu 
point with a knife, don't use Ihe palette knife Instead, 
buy a painting knife, with a »hon. flcsible. diamond 
shaped blade 

Painting Surfaces. When you're starling to point in 
oil. you can buy incspensivc canvas hunts at aay an 
supply store. These are canvas coaled with white paint 
and glued lo sturdy canJhnord ui standard sizes that 
will fit into your paintbox. Later, you can buy 
stretched canvas—sheets of canvas, prrvoated with 
white paint and nailed to a rectangular frame made of 
wooden stretcher hors. You can save money by 
stretching your own canvas. You buy the stretcher 
ban and canvas, then assemble them yourself- If you 
like lo pamt on a smooth surface, buy sheets of hard 
board and com them with acrylic gesso, a thick, white 
pamt that you buy in cans or jars, then thin w ith water. 
EaseL An easel is helpful, but me essential It's pitta 
wooden framework with two “poppers" that hold the 
canvas upright while you paint The grippers" slide 
up and down to fit larger nr smaller paining*—and to 
match your height If you'd rather not invest in an 
easel, there's nothing witatjr with hammering a few 


nails partway into the wall and resting your painting 
te. them: if the heads of the nails overlap the edges of 
the panting, they'll hold it secuiely. Most paintboxes 
have lids with grooves to hold canvas board* When 
you flip toe ltd upright, the ltd becomes your easel. 

Paintbox, lo store your painting equipment and to 
carry your pear outdoors, a wooden paintbox is a great 
convenience. The box has compartments for brushes, 
knives, tubes, small bottle* of mi and turpentine, and 
other accessories It usually holds a palette—phis 
some canvas boards inside toe lid. 

Palette. A wooden paintbox often comes with a 
wooden palrne Rub the palette with several coals of 
linseed HI to make the surface smooth, shiny, and 
ittHvihvitbciti When the oil is dry. Ihe palette won’t 
soak up your luhc colors and the surface will he easy 
lo clean at the end of the painting day. Even more 
convenient is a paper palette This looks like a sketch¬ 
pad. but ihe pages are nonabsorbent paper. At Ihe be¬ 
ginning of the panning day. you squeeze oat your 
colors on the top sheet. W ben you're finished, you just 
tear off and dtscnnJ the lop sheet Paper palettes come 
in standard sizes that At into paintboxes. 

Odd* and Ends. To hold your turpentine and your 
puinting medium—w hich might be plain linseed oil or 
one of the mixtures you read about earlier—buy two 
metal palette cups (or "dippers*’) To sketch the com¬ 
position on your ram as before you stun to paint, buy 
a few sticks of natural shan.-ual—not t harvxjl pencils 
or compressed charcoal. Keep a clean rag handy to 
dust off the charcoal and make the lines paler before 
you start in paint. Some smooto, absorbent, lint free 
rags are good for wiping mistakes off your painting 
surface Paper towels or a stack of old newspapers (a 
ha cheaper thaw paper towels) arc essential for wiping 
yoat brush when you've rinsed it in turpentine For 
stretching your own canvas, buy a hammer (preferably 
with a magnetic head), some nails or carpet tucks 
about W (9-10 mm) long. scissors, and a nikr 
Work Layout Before you start to paint, lay tut your 
equipment in a consistent way. so that everything is 
always in its place when you reach for it. If you’re 
nght handed, place the palette on a tabletop to your 
right, along with a jar of turpentine, your rags and 
newspapers or paper towels, and a clean jar m which 
you store your brushes, hair end up Establish a fixed 
location lor each color on your palrne Otic good way 
is m place your on/ colors Iblack. blue, green) along 
one edge and the warm colon (yellow, orange, red. 
brown) along another edge. Put a Ng dab of while in 
one comer, where it won't be contaminated. 



TREE COLORS 


17 



Daciduoue Trn**. To pusi urn m Might sunlight. try 
miimi phthaUxyansne Mar or * radian with csdmiaai 
yellow to get Milium greens if nlsramantM Mur *nh cad- 
mum yellow for greens which ur slightly more subdued 
but si .11 sunny. Here, (he uaunxk foliage and |tw m ul 
Inmanar Mur. cadmium yellow and a late whir, dv 
shadow areas arc ultramarine Hue amt yellow ochre 



EMt|MM. Pines. tpiwn. ami ocher evergreens lend to 
he dreper shades »»l green than Jrodaw tree*. To darken a 
minute o / phihalivy anmr blur or ulirantarmr SI nr and cad¬ 
mium yellow, add burnt umber, burnt sterna. or rvory 
Mack Phhahvyarme blur and yellow ochre wdl give yon 
particularly deep grrm. which grow* smoky and ray urnour 
w hen you add tome white—perfect far dniam evergreens or 
evergreens in misl. 



Autumn Tim The he* colors of autumn call for bnlliani 
colon such aa cadmium yellow or cadmium red. but it's 
bm to suhdur them slightly with mar mutrd colors such as 
yellow ochre, burnt umber, and burn sienna. The yellow 
tree is cadmium yellow, bunt sienna, and white. The or 
ange tone in the hackgnamd is cadmium yellow. radmaim 



Tran* on Ovnrcnnt Day. On a gray day. even the bright 
colon of autumn are subdued The warm tones of the fore 
ground tree and the grass are matures at vtrsdian. yellow 
sxhre. burnt saeima. ami wtale The daunt I ices, melting 
away into the atmosphere, are iwstuics of ultramarine Mur. 
burnt timna. yellow ochre and whisr 
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Sunny Sky. TWUyn uvurtly dartrvl il the remit* grow¬ 
ing paler ai the twruon. Doa't yuat nu blue and white Try 
addmg a touch at yellow ochre or aluarm enmeou lor 
warmth or perhapx vtndiaa to make ibe Mae cooler and 
brighter. Thu tky a mainly cobalt blue and white. wifi a 
tlighi hint of yellow ochre and ali/ann tniawa The cbnah 
are alio thn mixture. but woh lett blue 
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Meadowa and HIM*. Thn landscape cowan* a turpnuag 
variety of green mutum: various combi naticm* at ultra 
marine blue or virtduo cadmium yellow or yellow ochre, 
burnt intru. and white tor the lighter varioui blende 
of phthalocyanine blue, cadmium yellow nr yellow ochre, 
and burnt umber for the dark* For contrail, it'ia fond alea 
to exaggerate the Nuenctt ol the dwtaat bilk 



Ovarcaal Day An oirrcaa U> i* full of vuhele color Try 
mixing cetc of your btuca tultramarine, phtbaloxyamnc. ur 
cobalt! with one of your brown* (burnt umber or humt *> 
etmat and piemy of white to produce a great variety of beau 
ttful warm and cool gray* Add a touch of yellow odor for 
a more golden lone Thn cloudy »kv t» painted with mi* 
turn of cobalt blur, humt Vienna, yellow uchtr, and while. 





Sand In Light and Shadow. Look ctovely at a vandy 
beach and you’ll «x that it no t nearly a> yellow oe ;.4d u 
mod beginner* pant n The vunlil area* id thevr June* are 
mouly )f l» ochre md white, heightened with delicate 
touchev of c admiun yellow and humt vietiru The vhadowv 
tend to rtCect (he cwl kite of the *i>—mixture* id cohall 
Mae. yellow ochre, alcrarn enmvon. and white. 
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Pond In Sunlight Warn bn *j color of its u»n. Out 
duurt. the wate r act> like a mm*. reflecting I hr color o4 ihe 
xurrourtjing tky ml landtcape Thai * why m,»*r of tf*u 
(kind it painted widi the vine colon a* the *1* cohall Mac. 
><llt*v* ocher. alirarut crinttoei, and white For the tame 
rcaton. the water bek>w the Mg wdlow n painted with (hr 
tame iriciurc* wed to render ike live. 



Pond In Drnp Wood*. Surrounded by dart wood*. a 
pnl reflect* tot) Mile *ky coto ln*tead, ihr water ptet* 
uf rhe color* of Hie uimwndaig rrw* At ike ter) top. a lew 
(nkhci of tky break through ike free*, aad thcac tk) colon 
are reflected w a lew xrrdt and ripple* dial break the 
water 




Rocky Strtim. A turbulent tiream it a particularly 
compl uainl cmnhiiuiam ul colon Much of du* ttream re 
fleet* the lone* of ike winowiding rock* Y.xi can tec tome 
cooler ttmket that reflect ihr cooler loeie <>l Ike tky—al¬ 
though Ike (due rennh trf Ihr tky it too far up to inchxkr in 
the picture In IV immediate keegruund. die dulbw water 
re*cal* ihr darker note of Hie hed or the urram 


Smooth STruam. Calm water n an attaint perfect reflect- 
lag turlacc Ltuk carefully ai ihr* placal tiream. and you'll 
tee reflect* .m* of ike trunk* and foliage along Ike thore. 
piut a clearly drhnrd patch of tky color m the lower right 
area. The Ictwm it clear don't try lo rat tome imaginary 
"water color." but para waicr a* a reflecting turfacc thai 
mamet nt tumumdingt 
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Slap 1 . The preliminary 
brush drawing defines the 
trees as two big. simple 
shapes. A round sofihair 
brush glides around 

the edges of die foliage with a 
mixture of burnt umber, vV 
ridian. and lots of turpentine 
to make the color flow as 
smoothly as walercolor. The 
shapes of die foliage aren't 
defined mo precisely These 
strokes wdl soon be coveted 
by thicker color—and that 
will be the lane to render the 
masses of foliage more cs- 
aedy 



Stop 2. A small brittle brush 
is used to paint the dark 
strokes of the trunk and 
branches with a miature of 
virsdian. burnt sienna, and 
white The Unikes are Will 
very loose and casual—the 
Ionus will be more precisely 
panned in the final stages 
Then a brisdc brush begass 10 
paint the folage with a mix¬ 
ture of vindmn. yellow ochre, 
and the slightest hud of cad 
nam red io add a touch of 
warmth The stroke* already 
begin to reflect the character 
of the subject long, rhythmic 
strokes for the trunk and 
branches; short, ragged 
strokes of docker color (di¬ 
luted with lets medium! to 
suggest the texture of the 
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Step 3. A broil* brush 
in nay down ui imn I hr li>- 
Impc am with short. raffed 
Moke* ol vtridian, yellow 
<shrc. a him ol cadmium rod, 
«aJ whnr m Ihr tunle areas 
Then the «hudo»» arntmg I he 
Mo|( art pamird wiih stnd- 
un and bum! imm. a mi 
lure »hsvh also appear' in the 
shadow at i he hair *>l ihe tree 
A Mil than btush dcline* the 
trunk more precisely. using 
ihe uiw misturr that tint 
appeared m Siep ?. thrti alh 
come shadow 'Holes with 
phllialocyanine blue and 
hurra sienna. A brittle blush 
begins to suggest the rocks at 
the bottom ol the picture with 
this tame pfithalosyaninc 
blue burnt tienna mu lure, 
adding while for the sunlit 
planes id Ihe nvls 



St#p 4. The sly it pmrwed 
around ihr trees with short 
strokes that overlap one an 
other The hrst strokes are co¬ 
hall blur and white These arc 
oserlaid nidi strokes of alira- 
rm corn ton and while, and 
strokes id yellow .shre and 
while The action of the brush 
blmdt these three sun—bet 
there's no attempt to fuse the 
strokes man one sn»»itb. con- 
tmsKtis tone h<« how the 
strokes at the Up id the tk) 
ate darkest und bkrcsl, grow 
mg w-jenxt and paler toward 
tbe horirun Alsts observe 
how patches itf sky break 
■hough the Miapr ol the big 
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Stop 5. The «> ilnie have 
obscured the hrc»h I Mrs ttu< 
Jclincd I he smaller Her al I he 
Irfi. so now this Her n rebuilt 
with ilmtn of (hr gm foti- 
age iinihiic a «b used on 
Ike big tree A brittle brush 
get over i he >1) »thnei 
Unites. partially blrmJaip (be 
colon ihat were applied h 
S tep4 hut U4I allowing each 
Unit hi ibm. Then (he ill 
mature—with more Mur—it 
used to pami a darker tune 
aka; i he bruin Tbit I car 
ail eventually become the 
daunt hillt I be grassy 
meadow it begun with 
w tubby. ciuul stroke* of »»• 
rid tan. cadmium yellow, 
burnt ticnaa. and while 



Stop S. The tky it completed 
wild thou, diagonal tiroket 
dial elurtmjie the patches of 
bare canvas Then (he Mage 
ot the big tree it cancbed 
with thick mutes of tirkjiaa. 
cadmium yellow, while, and 
the Uighteu touch <4 burnt u 
enru cnphawitif the bid 
liaat sualight Thtt tame 
mitiurc brigbicnt the 
meadow Between the two 
trees, broad tiroket of sky 
misturt sharpen the top of the 
disiam hill Ail this work has 
beea done with bristle 
brushes. Sow a round, soft 
hair brush paints the lights 
and shadows on the trunks 
and branches with the original 
mulnrcs used in Step 2 and 3. 
adding more white for the 
mokes of tun light Thu same 
brush begins to add dark 
touches to suggest leaves 
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Stop 7. lit llwayt mpctuai to point »nd broad, free 
uroket until dir »rr> md <4 dir puiuir—thru iV Law fro 
detail* ate added »nh traallcr. matt precise wctet In Ido 
final Mage. a brutle broth t u apl m t the fat aft of die 
tmallrr tier uith knaad tlnin nf inlun and )«llm ukn 
Manned Mud a tpeck of dural taeiaaa and lightened wtiti 
•due. Tdn tame lone coven tde mi of the mcado* Then 
the tip of a round, utfthar truth foe* to •ml on idotc latl 
detail t that give tde pamfinf a temc of completene** The 
dark Irunkt of Ike tmaller tree art Honing. rhsthmic Uanket 
of phthakic>anine blue and burnt taenaa diluted • uh paini¬ 
ng medium to fluid ccniutenct Ihal't just right lor I near 
brothwork The tame broth addt more dark uniti to the 
trunk and tranche* of the tagger uec Then the truth it 


naied out Hi turpentine. quicklv dned an a tdcct of »c»v 
paper and dipped into a nurture of hunt umhrr. yelkm 
and •due ip strengthen the lighted patches on the hart TV 
point of tV broth addt a fe* more dart louche* anting tV 
tree* to taggeu individual leave*—hut not hat nun* TV 
round broth sharpen* the tdapet of tde rock* with the 
thadon micture that »n uted on the trunk* Then the lip of 
the truth tcnhMet tetlnal and diagirtal tiroket over tV 
nteadon to mggett pane* and *ted* pale tiroket at 
while famtK tinted •nti cadmium telinu. pint darker 
Unitn of tmdun. hurw urcta and y rlkm ochre The bn 
i*hed pa rting coniaatt put cnongh o4 tdctc dctailt to teem 
‘ real.** hut not entrigd driad id hr core dtcimmng TV 
pniaimg it Mill dominated bv bold. free, broad truthwerk 
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Stop 1. An everg r ee n lomi 
cat he full of distracting de¬ 
tail. so il*» essential to keep 
>our eye on the big. simple 
shapes Here, ihc prelunmary 
brush Jr*»ing don nothing 
more :kaa denne the trunks of 
'hr most important trees in 
ihc foreground the panted 
shapes of the forest against 
ihe iky. the small tree at the 
left, the lines of the shore, 
and a single round tree on the 
distant shoreline A round 
sofihair brush draws these 
lines with burnt umber, ultra 
marine Mar. and turpentine 



Stop 2. Once the compos* 
lion seems right, the same 
brush reinforces the original 
lines with darker strokes of 


blue, but with less turpenrmc 
than was used in Step I Then 
the shapes of ibr big trunks 
are thickened with this mia- 
turc. since they'll become 
very important design ele¬ 
ments—forming the ••frame" 
through which you sec the 
distant landscape 
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St«p 3. To place iiw Ioff 
pan! time to (he 
Ihi» area n coveted with a 
rich. daik kmc •»( cadmwim 
yelkiw. hum I Mennj and ul¬ 
tramarine blue Stroke* of 
Ikn muturc arc earned up¬ 
ward over the vmall evrrgrrrn 
at the left—with Butrv ultra 
marine bine added for the 
dMtt Then the Kate of Hie 
iron on the daunt thorc i* 
began with a toft. vmoky 
mu lure of yellow ochre, 
ivory Mack, and wlulc. All 
the work i* dose with brittle 
hnwr\. and the col re it di¬ 
lated with painting medium to 
a tonooih, fluid contntency 



Stop 4 . TV dittani form it 
entered wuh broad tnoket of 
creamy color diluted with 
mniijh painting medium to 
make the color flow 
unomhly The hnghirti met 
arc cadmium yellow and a 
touch of ivory black, tbit 
mnturc it earned downward 
into the water, and a few 
ttrofcn me added to the focc- 
ffound to tuggetf a pnkh if 
vundight The dartt lice ai the 
center n phttuk-cyanmc Mur 
and yellow ixtire The more 
muted tree* ate plMhalo- 
cyanine blue, burnt umber, 
yellow ochte. and white 
Stroket of the foreground 
nutitic are earned upward 
mm the me trunk* on the left 
Mnctadmwm yellow it add¬ 
ed to tuggett tunhgbl on the 
bark 
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Stop S. The iky a coveted 
w ith liquid itrokri c4 cobalt 
blur slirarm cnmuai, yellow 
ochre, and white —defining 
the edges of the distant trees 
more sharply .Some of this 
sky color is brushed into the 
net unde none of the distant 
trees to the nght. tatod) gross 
softer and cooler. The dart 
tniaks m the lore ground are 
more sharply defined by a 
round brush cany mg a dark 
misture ol phihalocyaaiac 
blue and burnt tteana The 
brash adds mure darks to the 
small esergreen at the left and 
beginj to add shade* lines so 
the ground But someth mg is 
•wig; the colors of the d» 
tant trees arc loo strong They 
seem to be pushing then nay 
■Mis I he foreground and need 
lobe pushed back by a radical 
change ia the color scheme. 



Stop S. The distant trees ate 
scraped lightly nidi the pal¬ 
ette kiule. Then soft. warm 


and into the net lime In create 
a new. more umlicd color that 
stays farther back in ihc pic¬ 
ture Behind the two big 
trunks at the left, some cf the 
original yellow tone still 
shines through The nen 
color it earned down into the 
water, and tome darker 
strokes of this mtihirc are 
added to the foreground The 
bark and branches of die fare- 
ground trees are pa mi ml with 
dark strokes of phlhalo- 
cyanine blue and burnt si¬ 
enna On the far shore, only 
one bright yellow tree re- 
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Step 7. The tree* an the far ikon have hem unified by add 
ing fresh color, but now the* must be pushed farther mo 
the distance Cool, delicate tones of sobalt Mac. ban* ti- 
enisa. yellow ocher, aad white are blended mo the act 
color to make the distant tiers look esen more rrirosr and 
subdued Behind the tree trunks at the left, the )cllo« Hi- 
age is heightened »ith a bit more cadmium yellow. buret 
umber and white: das mil tore is repealed oa the sheer line 
and earned down lo the Mil aaiet, shch icflccts the fidt- 
ape above la the foreground thick strikes of dus nustuie. 
w>th ar occasional dash of cadmium red. suggest patches of 
bright sunlight breaking through the trees The tops of the 
nearby tree trunks are softened »ith strokes of die same cod 
miaturr that appears on the distant trees m the upper nghi. 
this makes the lops of the trunks seem mote shadowy and 
more remote The dark edges of the loeeground trees art 


sharpened with slender strokes of phdmlsvyanme blue and 
burnt siena applied with the Ip of a round tefthair brush, 
which also adds more beanshes and twigs at this trial stage 
The patches of sunlight oa the trunks are heightened vs ith a 
fe«s strokes of the cadmium yellow, burnt umber, and white 
misturc that appears s« the grusiml A small bnstk brush 
adds a pale. »im cloud to the sky—mostly white, with a 
touch of cobalt Muc and alii ana cnmsoa—and then picks 
up (he Niac sky uu state to poke wane "sky fades" through 
the foliage The round softhair brush adds a few dark and 
light flecks to the gr ound, suggesting the usual debna of a 
form —pcitups some (alien pine cones. The finished paint 
mg is an excellent example of the adaptability of oil pamt. 
which remains wet and pliable longer chan any other me 
dium—permitting you to make mayor color changes by 
blending fresh color into the wet surface 
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Stap 1. A* usual. Ih< pte 
Innuury brush drawing tt ft- 
Killed with a nmnd uftao 
brush earning a very fluid 
mixture of lube color diluted 
wMh lot* of turpentine Be 
caiae the colon of thts land 
scape will be generally cool, 
the brush draw mg it done in 
aluaniannc blue The dtaw- 
mg is very simple; just the 
hori/nn line, the Iwaks of ihr 
stream. the shapes of the foli¬ 
age. and a lew iirvict for the 
trunks of the trees The thy is 
brushed m »ittl hroad. tough 
strokes id cobalt Mue, aiua 
rlti crimson, yellow ochre, 
and white—with mure blue at 
the lop and more yellow 
below This skv tone l« re¬ 
ties ted in the stream. 



Stop 2. The trees at the hori¬ 
zon arc to far away that they 
contain practically no detad. 
so they're panted as a hroad 
mass of flat color. They're 
painted with the same nurture 
as ihr sky. but with mure Mar 
and lens white. The colors 
aren't mised too thoroughly, 
here and there yon can sc* 
some yellow or pink shraiog 
through the Woe This makes 
the lone of the trees more 
lively and interesting 
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Slap 5. To warm Die grass m 
the low* left area, a bristle 
brush scrubs in some cad¬ 
mium red and cadmium 
yellow The up-and-down 
brushstroke* suggest the let 
ant of the puss. Just to the 
left ol the stump, some moon 
cam color it Kereled inns the 
middlcground to suggest a 
shadowy ravine More white 
and burnt sienna are added to 

is brushed across the sunlit 
top of itw fallen trunk This 
same tone appears in the 
fallen twigs scattered across 
the grass In ilse lower left 
area, a broken branch is 
(tainted m exactly the same 
way at the fallen trunk The 
form and tenure of the jagged 
stump arc developed with that 
tame mounum mixture, with 
more while 



Slap 6. To suggest snow ai 
ihe bate of the dark moon 
urn. a hmtir hruah applies 
duck strokes of white timed 
wall the slightest touch of id 
iramarine blue and burnt 
wither A bristle brush com¬ 
pletes the sunlit grass with 
v indent yellow ochre, a little 
cadmium rod. and while The 
lop of Pie fallen trunk—and 
the log in the lower left 
area—arc enocked wtdi thick 
strokes of the mow mature 
Then a round sofdtair brush 
picks up a darker version of 
the mountam tenure to add 
some evergreens to die mid 
die ground another dark tic* 
at the left, and tome dark 
strokes lo the foreground To 
suggest sunlight on die new 
tree and grassy texture in the 
foreground, the brush adds 
strokes of the snow muture 
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Step 7. Here's where the w>(t. um<|i. flowing stroke of t 
flat tofdwir brush lends 11% special magic Until now. ike 
patches of ihc sky lu*c been Mill bare satism Non UK flat 
wflliii Innh emtn them with a vmwih. Tael) And run 
l»rr of yellow ocbfe. hjnu uoiiu. ml while, rooted »ub 
ike slightest him of pblhaltvyar.inc Mac The a. with mote 
Mue added lo l hr* mum and ihe purst dduted with plenty 
of medium. Ike uifdue brush adds a cloud to the sky m the 
upper kfl—and earner Ihn cloud oxr the mountain* The 
elevd tone blend* softly »nh ike underlying mountam 
rotor The sidthair brush car ale* a more dramatic efleet ai 
tkc extreme right. The ebud tone i* carried oscr die edge of 
tke mounum and Mended softly auo tke dark undent re 
• ah a hack ardTank motion of Ike brush; aow the mnaa 
lam seems lo disappear into a m> stenous mist A kit of I ho 
color it alto Mended into the dark mountain jatt hrhmd dr 
futltral Mump Now the dntaal nsstaUun really seem re¬ 
mote and dramatic. Moving into the asidJ k ground, a brat Ic 


brush adds some thick strokes of snow nurture - mostly 
white, wah just a much of ultnnunnr kkie and Mint 
umber—lo the right of ike stamp As usaal. ihc final 
touches of tetiure ami detail ore added by the lip of a round 
sidthair truth Mere and there the truth addt a stroke of 
white— tiaicd with a link tnow mixture—to strengthen the 
sunlit areas of the broken tree* and branches m (he fore 
ground Then the truth picks up a really dark minute of 
pfithaiocyamnc blue and burnt sienna to strike in the last 
few shadow laics beneath the tranks and branches, plus a 
few more irtmral detads withm the shadow side id the 
broken stomp. In the finished (tuning, notice the effects of 
aeral per*peelrse The <nl> sharp deiadt and the strongest 
contrasts of light and shadow appear in the foreground. The 
middlcground is panned with much simpler, broader 
strokes And the distant mountain* are pamted w itti broad, 
flat strokes that empknur l he vimpln.it> of the shapes and 
contam rieiaally no detail 
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Step 5. Work begins on the 
bnght patch of iky just above 
the horizon A hrtale brush 
painit thick. horizontal 
ttrokei of white. cadmium 
yclkra. and yual a little cad 
tr.ium ted beneath die cloodv 
Ju*t above the peaks, a little 
nwt cudmnim ml n added 
More itrokn of that imitate 
(ill the breaks within the 
lower edges of the clouds 
Then this tame mixture, with 
just a little more cadmium 
ted, is repeated ta the water, 
which now reflects the forms 
of the peaks, sky and cloads. 



Step «. Work continues tt 
multaneously on the dey and 
water, since the same colors 
maul appear in both The up 
per shy above and between 
the cloads—begias with 
unuulh stfuhca of cobalt Mac 
and white at the very top 
Then, as the brush works 
downward toward die cloads. 
yellow ochre and more white 
are added to this mistare. 
This process is reversed In the 
water cobalt blue and wfatte 


added at the brush moves up 
ward Bnght touches of sun¬ 
light are added to the lower 
edge of the topmost cloud 
with thick strokes of cad- 


and while. I hen streaks of thu 
missure are added so the cra¬ 
ter of the bright sky. 
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Slap 7. At ihc t imJ of Step 6. the umn it tornplrirls cos ■ 
tied •iVuufcf. The mini>lupei udvuVmarecUiMiitnl 
Bat mow •('« line to refine that* shapes and colon i» die 
final stage A Urfc brittle broth tantet up ud do*a met 
the central bund ©(cloudt. sharpening their shapes widi vet- 
tical tiro let of the nn|inil nurture sometimes lighter and 
sometime* darker, to create a distinct tense of ighi and 
shadow. A few horuonul strokes of this me art added to 
suggest streaky cloudt wwhm the taalil strip above tie 
peaks And the mpmcisl cloud it darkened with I bit vn 
Just as the dark cloudt arc redefined, mi are tic sunlit areas 
of the iky A insaJI bristle truth addt thick stroket id cad 
nuuni yellow, cadmium red. and whale al ihe tweak between 
die peaks, where the tun is brightest Then a round soMue 
hroth adds curving socket at this mitture an brighten the 
lower edges of the (wo tup clouds. Notice how a few wops 
al this mittute are added at the upper left to suggest wind 
Mown tin ps of e bud Hi twig defined the dark clouds mere 


deafly. dr brittle brush alio udalrtrt ihe dark rrAccinnt 
of these clouds in the water Moving hutuiMtlly. the btn- 
tle mash Mends the lows of the water at thr left and m the 
foreground In tot lea the shapes to that they won’t distract 
attention hum the more drama be shapes in the sky The t*> 
of a small bristle brush addi a lew tenths of thr cloud mis 
uire beneaLh the evergreens ai the curt me left to suggest the 
last lew rays of the light falling on the grassy shore No 
more detaJ* ate added The picture consists almost entirely 
nf bread simple shapes ll's pamccbirly imeresling to t»*e 
thil this suaset consists mainly of cool, subdued colors that 
frame a few arraa of brighter color. Sc times and tan sets are 
rarely as brilliant as mow beginners pane them. Al tint time 
at day. moil of the landscape is already in shadow, and 
most al the clouds are dark sdheuettes So Ihe key lo pimt 
ucvcstful sumac or sunset is to surround sour bright 
w nh these somber tores 


iag a 
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Step 1. A round softhair 
brush dtm»s the major 
ri lhr compnilKin with ultra 
marine blue, burnt umber. 


yellow ochre, and wlut*. di 
luted with turpentine Tbe 
shapes of the tree* are re- 
Heeled in die pond, to they're 
repealed in the water, upside- 
down The brush drlmrs the 


trees rather casually. but care 
fully traces the outline of the 
pond—particularly the rif 
rag conionr ol the (ar vh.ee 
I his rifiag line is important 
because it leads the eye bask 
min the picture 



Slap 2. This is erne of those 
slightly overcast days when 
the sunlight shines thnnifh 
and lends a soft, pkfcn glow 
to thr sky and the water Be 
cause the watrr reflects the 
color of the sky. these two 
areas are pamsrd first A hig 
hrrstle brush coven the sky 
with broad strokes of yellow 
ochre ultramarine No*, hum 
amher. and lots id white You 
can see (hat the sky is slightly 
darter at the right, where it 

contains just a bit mote ultra¬ 
marine blue and burnt umher 


The water is paiatrd with 


distinctly darker at lower 
right Notice that the water is 


first painted with vertical 
strokes, followed by a few 
horucBlai strokes to suggest 
glints of light in the fore¬ 
ground 
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Oonl coattnict a kind of lymmrtncal "Inane ' ilui (unit 
lhe center of the picture into a hot Here ><na can tee that 
Ike dark tree* lux been placed read* around the vntln rect¬ 
angle of die lake and Ihe dituril loliage Ike rectangle b 
right in the dead center nf the pictuer Thn i* another one of 
ihoae dull competition* 


Don't lead the eye ont of the pktwr The bit urrm en¬ 
ter* the compoMBM at the bottom and »indt around to the 
nghl. earning the eye out part the right edge. You can 
make Ihtt tame mutate with a road, a fence, or my cum- 
poatitonnl element that lead* the eye aero** the landtcape. 


Do place youe "frame" off center Now the tree* have been 
moved to the right which meant that the turIII hot between 
the lire* it aho f.inhrt to the nghl And the tun Id focal 
pouM of the picture it now balanced by a dart tree at die 
Irfi Thu it tdninutly a over ienerrtiing cmpntiiMin 


Do lead ihe eye Inin the picture and hlnci any eiit Non 
ttrcatn hat been moved fatther lo the left. Ii Mill w 
around to Ihe nghl. but the eye ta Mopped from lea* mg 
ptrrurr—throe tree* at the right tide form a barrier Sc 
eye travel* up the ttream and then bounce* back into 
center of the compotitton. 


!}!■»* 
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Tran* in Side Light When you 

punt any outdoor subject. it** irn- 
potunt lo dele mine '•here the li|hi 
i* coming horn The d recti on of 
the light will deiciminc how mud) 
light and how much shadow appear 
on any »object—such as these trees. 
In this land Wipe, the light is com¬ 
ing from the left Thus, the left 
sda* of the foliage and the maths 
are in sunlghl. while the rest is in 
shadow And shadows art cast on 
the ground to the right. This kind of 
l«hnng creates a strong contrast be¬ 
tween light tad shadow, giving the 
trees a dark, dramatic form 



Tran* In *4 Light Now the light 
is coming from the left, slightly 
whose and slightly m frcrnt of the 
trees. More ol the toliage it m light 
and lest is in shadow The cast 
shadows on the ground arc alto 
shorter because the sun is higher m 
the sky These are the same trees 
you tec in the preceding illiastra- 
uon. Nil the distnbotioe of light 
and shadow it totally changed 
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Mountains in Back Light The 
Mia it low in the iky Mid hr kind Dm 
mountains. Jwm a Mi of light creep* 
around (he edge* of eke peak*, bid 
they're almost entirely ia darkness 
This lighting effect is most common 
at sunn sc and at sunset. when the 
big shape* of the landscape become 
dart uDmuettrt landscape paint¬ 
ers of sen choose this type of light¬ 
ing to enrale a dramatic mood. 



Mountains In 3.4 Light. Non the 
Ikghi comes from slightly above the 
peaks and from the left Thto en¬ 
larges the Mini* planes and reduces 
die shadow planes The Landscape 
■ sunnier, but less dramatic Try 
pamting the same iobject whether 
Ifi tree*, peaks, racks, im what¬ 
ever—* different times of the day 
to tec how the light alter* their 
forms 
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8traana in Parapactiva. The 
zigzag shape of this stream, catting 
across IV meadow. looks random 
and unpredictable But ihe stream 
clearly moves back into the dis¬ 
tance—the shapes obey ihe “laws'* 
of linear pmpcctive 


Diagram of Straam. According 



parallel laws seen to converge as 
dtey approach the horuon The dm 
gran simplifies the stream tans a 
tenet of otiiong hoses Nonce how 
the aides of Ihe hoses gradually 
converge as the oblong shapes ap¬ 
proach ihe distant horuoa This is 
aa effect you commonly ace m rad 
road tracks, walls, and other grsv 
metric objects. But it s just as tree 
when yoa're painting irregular 
forms such as a si ream or a winding 
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Mountain Rang*. Amal penpcc- 
livc it actual!) much mure com¬ 
mon—ami much mart uteful—«• 
land crape pairing than linear per- 
cpcciive According to the "law*" 
of aerial pmfRlitr. m«i object* 
arc brighten. eih (hiring the mod 
detail anti the tharpett light and 
dart t<wtract dnlant object t grot* 
paler aid let* detailed, etlubiiing 
lett coni rati bcivtccn light anJ 
thado* Thete phenomena are oto- 
•mt m that mountain landscape. 
• here the tunlil firldt aad the 
nea.'bt tlopc arc more dntincl than 
the paler farm <4 the dope* in the 
dnuncT 


Wood*. Naar and Far. The 

eflecti of aenat perspective are jwi 
at nbvinut in thn wood land land- 
tcape. In the immediate fore- 
gnmrtd, )ou can tee the detail* of 
gram, mrrdt trunk*. hranrhr*. 
and tmgv The more dnum trank* 
gni» pater and lent dnimcl And 
the matt at lirrt in the leranae dn- 
tancc bec o me * a pale bhtr. 
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OkJ Tr##. A« >ihi ui*J> an> Uftlvrapr. ir> lo plan )our 
bnuhtdukr* tu trf.cvi I he unique ituiAin U ike tabjevi 
Thn lV||ni old tree n rendered Midi »*v>. ragged OnAo 
rtui rmphati/r the enggv tenure of the Vrt TV lighter 
vlioko lie partitaUil; ihn.li. treating the fading dial the 
paad w * hi Id be neigh if >«xi hotbed ><»ur lirgcrlipt lo die 
Mirface of ihe canv*» TV mughret* of die {Mini actual I) 
rtflcwli Ihe maghnctt of the old tree. 


TEXTURAL TECHNIQUE 


58 


Slap 1. The ni||(d old live begun 
»«h * hnnh drawing that already 
reflect* ihr chancier o(the tab|rcl 
The tfrukn ale male with quirt, 
choppy movement* of the hand. 
The bru*h dne«n‘t carry loo much 
color. v» I he texture of the tun a* 
break* up the ttrokc* and make* the 
bruvh mart teem more tagged. 


Step 2. The hpof a tmall HI hen re- 
udiavet the datk* at the trunk ami 
add* thadow* with rough, ragged 
um4.ee The tenth dortn'i move 
loo carefully over the wrfatx of the 
can vat. but make* erratic, jerk*, 
tenibhy movement* That, the 
mole* ba»c a ragged, irregular 
quality that max be* the weathered 
form and trtlunr of the tree 
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St«p 3. A Dal tofihair brush 
spreads a smooth. even iks lone 
around and behind the tree The 
tnsvehnctt of this lone cropteutc* 
the roughneit of the tree by con- 
treat. Then a brittle bniah begun to 
scrub in the daik lonetof the tnink. 
blurring and softening acme of the 
original bnrehnoii applied tn Step* 
I and 2. So now the tip of a round 
anfthair brush return t lo reinforce 
tome of the dad I (net. The broth it 
prcued down hard, tprcading the 
ha in to that die strokes hate a more 
ragged quality The round hruth 
alto rc-oublitbca tome of the dark 
hrem ho at the right—which were 
oblkeraaed by the tone of the tky 



Stop 4. The dart trunk, hranchrt. 
and twigs arc completed »ith 
qu&k. choppy vtroko of a tmoll ftl 
ben and a round tofihair breth 
Then the filbert and the tofihair 
ahentaie. applying thick line* of 
pnle color oser the daitt to empha 
siec the sunlight falling un the 
weathered, irregular tenure of the 
barit. There light stroke* contua no 
painting medium The color is 
thick, inti at it comes from the 
tuhe The ttmke* actually Mind up 
tightly front the Ml if ace of the can¬ 
vas. The tenure of the paint ap 
peart to match the testure of the 
subject 
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Step 1. The preltminary brush 
drawing it made with very fluid 
cedar dilulnl with enrugh lurprr 
line lo make the strokes (low 
smoothly and rhythmically I he 
round softhair brush carefully traces 
all Ihc cursing forms of this htl>> 



Step 2. The brittle brush aow be¬ 
gins at model ihc (rums in the fore¬ 
ground. Vertical strokes nsosc 
down the shadowy side ot the cliff 
at the lower right At the left, a tri¬ 
angle of flat land b painted «■*) 
honrontal strokes Above this, the 
dark trees are modeled with shut, 
rounded strokes that began to match 
the round mat res of the foliage. 
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Slip 3. The pUod jI) n cohered 
with smooth, horuonul strokes that 
become almost invisible. The 
ronrsJed forms of tic distant hills 


are fcrst painted with curving hon 
ronlal strokes These are followed 




Stop 4. To reflect the growing 
forms of I hr trees, the dark strokes 
seem to spring upward from the 
ground The pointed brush draws 
long, rhythmic, curs ing lines across 
the meadow and short, thylhniw 
lines for the tree trunks The fore¬ 
ground u completed with scrubby 
stnikrs in which the brush is mused 
up and down to suggest the leitwc 
of the grass aad weeds on the 
nearby hillmp 
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